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ADVERTISEMENT. 


$a —- ean ae 


The principal reason for producing: this book, has been the necessity the Author 
felt for placing: in the hands of Harp Practitioners, observations and Examples on the 
subject of Expression, which by all former works of instruction, have been neg‘lected.or 
insufficiently attended to. 

The Masters who have treated on this Important point, have, in general, contented them 
selves with giving Exercises, and slight hints on that province of musical excellence, which 
being: of the utmost consequence,(as including the very Anima di Musica, or Soul of Music, | 
demands the most sedulous attention, and the most intelligible and enlig:htning’ precepts. 

Scnsible of this, and that the Pupil must be considerably advanced in his studies, before 
he can be prepared for acquiring’ ‘so highan excellence, the Author has not only devoted this 
latter Appendix of his work to that valuable and indispensable object, but made it the last. 
and crowning? portion of his didactic labours. 

Some Critics, more disposed to censure than to approve, will, perhaps, aver that,on many 
points, the Author has been too minutely attentive; and that, on the principles of finger 
ing, he has dwelt longer than was necessary: But his long: experience having convinced 
him that Harp Pupils in general, even when considerably advanced, require a closer and 
more Instilled instruction, than practitioners on any other instrument, he has deemed it 
necessary to g‘o into the minutice of performance, and to leave nothing’ untouched, nothing: 
unimpressed upon the Pupil’s mind, that could tend to render him correct in his execution. 

On the score of fingerzng,he has made remarks, and given Examples, which are not only 
of the highest and most indispensable utility, but have never before appeared in any other 
book of instruction. These are so closely connected with Accent, Emphusis, and every 
variety of expression, that had they been given in the Introductory portion of this 
work; that is, crowded together with the first rudiments of Harp performance,as hitherto 
hath always been done, they would not only have been out of place, but utterly ineffec - 
tual, because, beginners are not qualified even to understand them . 

The Author, anxious to render Harp Pupils Good Musicians as well as able executants 
has added to the Ten Sketches, or Essays on various styles, which follow the preceptorial 
part of this Book, some remarks on transposition, and useful information respecting: the 
different Clef, andthe Enharmonic chang’es. 

While the Pupil is studying the precepts of this Book, it will be necessary that le 
should practise a variety of good compositions, which the taste and judgment of the Master 


will select for him, and which will prepare him for the Ten Essays. 
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if, of all the various Sciences, no one claims such universal attention as Music, it is, 
because no other is so closely interwoven with our nature. So connected, indeed, are the 
elements of Harmony and Melody, with our feeling's, that the possession of a voice to utter 
musical sounds, is not more general than the pleasure those sounds afford tothe human ear. 

But the power of music to gratify the external sense, is so far from constituting’ its great 

est. charm, that the refined: portions of society chiefly value it as it appeals to their mental sen. 
sations; estimate its excellence by the force with which it awakens sentiment, and moral 
emotion. Though sensible to the attractions of taste and beauty in composition, they seck 
the higher gratification of that impassioned but delicate excitement, which can only be 
kindled by the magic of musical expression, working’ on cultivated and sensitive minds. 
This is the quality which constitutes the Anima di Musica. 

It was by their devotion to this the highest province of their art, that Tyrtoeus and 
Simonides, Orpheus and Timotheus, among: the Anczents; Palestrina and Handel, Jomelli 
and Gluck, Mozart, Haydn and Beethoven, among the Moderns, discovered the great secret. 
of making: a deep and commanding’ impression on their hearers. * 

Treating’ music as the inspirer of sentiment, they opened to her a new and superior 
career; made her attributes the basis of a noble pleasure, and gave her an equal exalta- 
tion with her charmful Sister, Portry. 

With this object before him, the Author entered upon the present work, animated with 
the wish tomaintain the dignity of music, he has endeavoured to employ her higher pow. 
ers, to create an Interest, by resorting’ to the best resources of his science, and directing’ 
them to the sensibilities of the heart. The principal points at which he has aimed to ob- 
tain this end, have been those of producing the relief of due light and shade, of giving: 
a Luctidus ordo to the arrangement of his matter, and in his concluding’ Essays in vari- 
ous styles, of so, intermingling’ the tender, the energetic, and the rapid, as to produce that 
striking alternation, and those variegated effects, which, by imparting: a glow to composition, 
rouse the attention, and awaken admiration . 

It will, perhaps, appear to some, that in undertaking to effect so much, he has ventured 
upon too arduous a task; especially, as the Harp does not possess all the powers of ex- 
pression which reside in some other instruments, that can sustain and swell their sounds, 
but nevertheless, it is possible to lay down rules by which much may be effected in 
that respect; and to state and explain those rules in so luminous and useful a manner, 


as to insure a refined style of performance. 


The Author having named so many distinguished Composers, thinks it but right, to add some of 
those’ Musicians who have doze honor to their Art, not only as Composers, but Performers: Among these are Dussck, 
Clementi, Cramer, Hummel, Moschelles, Le Viscount de Marin, Viotti, Kreutzer, &c. &c. 
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Before proceeding: any further, it will be proper to discribe, what constitutes this Sly. 

TU is the union of that grace and taste, that striking’ contrast, and energetic expression, 
without which the most correct execution will be dry, cold, and unimpressive . 

To effect these, Composers avail themselves of various Italian phrases, * as Con molto 
passtone, (with much passion,) Con fuoco, (with fire and spirit ) Con gusto, (with taste } 
Con Espress7one (with expression) Agztato, (in an agitated manner) Affettwoso, (in an af! 
fective style) Cantabile, (ina singing’ manner) Con Energia, (with energy) Br7llante, 
(ina brilliant and powerful mamer) &&e. © Which directions are, generally, too little 
regarded, especially by Harp practitioners; and consequently, with them, they have not their 


intended utility ) 


It is therefore of importance to press these directional expressions on 
their attention. | 

If Harp performances, whether private or public, are, (with few exceptions) of inferior 
effect, as compared with those of most other instruments, it is partly to be attributed to 
this neglect, and partly to the deficiency of muszcal knowledge; both too frequent with 
Harp performers,who are too aptto content themselves with playing: light and trifling: pic- 
ces, instead of practising’ compositions which would demand a closer and more. scientific 
attention, * To arrive at something: above this, they must aspire to the more wor- 
thy objects, of placing: the powers of their instrument and of their own talents, in the most 
favorable light . 


It is not a little singular, that the German, French and English Composers, should exclusively employ Italian 
musical Terms, instead of using’ those of their own respective languages, which, while they would he equally ap- 
plicable to every occasion, would be better understood, and consequently the music be better performed . 


(3k) It is one of the prevailing negligences of Pupils, to forget, that when a Flat,Natural, or Sharp, is placed 


before a note, it affects every succeeding note of the same degree inthe same bar. Another common fault, is, that of breaking 
the time in cases where, for the purpose of marking’ a particular expression, notes are divided which otherwise would be 


tied together, and which are always meant to be played equally. 


2 eee . 
Right. (- —=—¥ rs —— 
= 


It is worthy of observation, that Pupils when they find a passage written in a peculiar way, like the following: (A) 
to facilitate the fingering, or the change of the hands, which is simply as (B) they are too apt to break the 


time, which fault may be corrected by attentively counting’ each measure of the Bar . 


Harp performers in general are too little accustomed to read music at sight; therefore it is advésable, that, hesides 
the piece, in the practice of which they are engaged, they should adopt the habit of daily playing a variety of other 


good compositions . 
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The first thing: to which the Pupil must be particularly attentive, is the phrase or 

expression, (as Andaife or Allegro, &c.) prefixed to the movement, and desie-nating the de. 
gree of slowness or velocity, with which it is designed to be performed. Without an. 
attention to this, it is impossible to produce the effect contemplated by the, Composer. 

To more readily and perfectly comprehend this rule, the whole piece should be previous. 
ly looked over with a studious eye, that the performer may thoroughly understand the text; 
nay, as it were, make the Composers ideas his own, and execute what is before him with 
the same spirit with which it was written. sp | a 

By this strict observance of the time is not, however, meant that monotonous servility, 
throughout the piece which would leave nothing to the sentiment and ‘taste of the per. 
former; but only that general attention, to the plan and conception of the music, neces_ 
sury to ensure its being’ given in the style and manner intended,and to preserve its true 
character. * 

The next precept (which cannot be too earnestly observed ) is the attending: to the 
value of the Rests, and the proper length of the Pauses; the time of the latter of which 
is never to be counted, but prolonged, Ad libitum, (At pleasure . ) 

The common faults to be guarded against; are those of not filling up the time. ae 
bars, the latter partsof which consist of Rests, and of counting: and limiting: the time 


of Pauses, instead of leaving it open and. indefinite . 


ExampLes ° 


Right. 


Wroi faa Omni a et ot aa sey neo ad e 
a mame ee se © ee (SE 


1234 128. 1234 12384 12345 12345 [28-242 
: or even : or even 
123! it 


It is necessary to observe, that when the Pupil is practising: alone, his part,ina Due?, 
Trio, &c, he should make it a rule, to count out the time, of all the occuring: rests, ex _ 
actly as he would, if actually accompanied by the other parts of the piece. !*) | 


As written. 


iG = Ta 
| 234, 1234,1234, 1234, 12384, 1234, 12384, 1234, 1234,1234. 


Fhe Author would strongly recommend the practice of part Pieces, as particularly 


tending’ to perfect the Pupil in keeping: time. 


* Maelzel, an ingenious foreign Mechanician, has invented a machine called a Metronome, which acting by 
a visible Pendulum, not only points out, but preserves the time through the movement.—_ The Author, however does not. 
recommend an incessant use of the Metr onome; because occasions will occur when the time will necessarily be somewhat » 
violated, for the sake of expression,or Grace; but only to ascertain by it, before begi inning ue piece, the exact time, and 
the character, intended by the Composer . 


1) Except when the rests extend any great length, as wiht ten.or twelve bars &c. in which casethe counting would be teins: 
EA. 24, 006) ; nevenlix Class 2. (Bochsa). 


Syneppated passages, which are too often neglected, should always be strictly atten 
ded to, and performed as such, by not striking the second of the two notes, when on the 
same degree; for instance, the second: E of the following: Example is not to be struck. nor 


the second D &c. 


ExampPLe. 


Right: 


Whang’. 


ONW YKPrI BRATION. 


Of alk the various rules here given, no one is more indispensable to the ensuring: a stri- 
king‘ and effective style of performance, than that of giving: by proper vibration, the full 
length, or value, to every note, according’ to the measure or time of the ipoveientt 

On the Péano- forte, the value of a long: or short note, is expressed by keeping, or not 
keeping, the finger on the key. But, on the Harp, the time of a long: or’short note, 1s 


expressed by a stronger, or a more delicate vibration of the string . 


; x : : ‘ \ 5 5 f \ = 5 \ ’ 

ITS. . Full Vibration. ,- ‘Less Vibration. ,’ ‘Lesser Vibration. .° s Ina short, and / 
: 7 ’ 03 

PaaS “7 “Se re <3 oe ‘, pointed manner, .’ 


- oe Ss 


7 


The observance of this rule (as regarding: the longer notes) will be most impressive 


on the lower strings of the Bass; because, being: longer than the treble string's, their 


-- ee tan 


: arte / 2 : Slow. --y . ee 
vibrations are more continued their harmony, more rich and sus-. © (/-7 Full Vibration. ~.. 
2 2 2 Sao I 

Left Hand. > 


tained, and their mixture with the notes of the higher string’s parti- 
cularly beautiful .— 

(The notes of small value, in the left hand, as quay ers,or semiquayvers,shoukl, when followed by 
rests, be playedas Sons Etouffés; especially, in combined notes, because otherwise they would not 
be sufficiently distinguished from the longer notes; in playing the crotchets, the vibra_ 
tionsshould not be abruptly checked. In observing this rule, the signs for Sons E_ 
fouf pes are not placed immediately under, but somewhat after, the crotchets. 


Examples. 


Len fo, Lento, _ Moderato. | 


* The fulllength of single Semibreves, and of Minims. in slow movements, cannot be well expressed on the Harp; for 


which reason Composers never write a sefies of those notes. without accompanying them with arpeggioed chords. 
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ape Fw : t Sate Nee was , ox ea e ; Pacey a noe oes 
Here follow several Examples illustrative of this important precept,in single and combined 


notes,of different value and in different times;to which the Pupil eannot grive too much attention. 


Right Hand, 


Vibration. 


5 ees 
Ew. a. V V. Ex. d. a ] | 2 : x Ws rS- || Oo Seen ‘Vi ee oy 
fy ge inane | 
1 LESSEE (AE Pee Raa eee een | EAP, ~ 1RRoe a | = 
~~ M yee | 
Andante. Allegro. 
a f> oe » eg — 
}-—_—_—__—__»—°—_, —_— 2. ._{[,nv. | + 2 Pe Oe _ a eg 8 Nu = 
Ca | A A a ee ee te eg ee 
1 (5 See ee ee 8 ewe sete is era ct ! 
mu. GTR EOL | PA eee EF OP SRS HT a 
hans Vv Seaeys ; 
ack r Vib Me Ei. 

21 oes oe 0 rib. V Visto Vv. Vv 
jo Oe oe ee ge eS Emer @ & ~ir 
=, paola oem em A A Ot 9 e __*<-— Sc! 

jee: aoeseie meee Ce eee, ma Chars a aur he Bee ora es Va eared | 
i 2 @ . t ! 
Allegretto. Moderato. : ft, 
a SO See WOT eT : eee 
ae fe fee eee | a, ye eae A a a Ae | 
OF ATCT, 2 ada: aes WO aD rT OY) et Bl A ea 1 
G2 oats "sa aan an ae me ag Oe CY Camm nes s 7 2908 ey | 
Left Hand. V Kok es Aa) : ‘ xy ¥. ¥. 
~ Vib. ro ‘ ioe 4 me e2 3 » H ee le 
i! CE een DSS See : aaa (DA) T_T “ey 
1» ae eH ee | 252 
Bee 7 a pee Ok WIE on POR OS AF] SSL Dee OE am | eat Eee 
Hc Ek ier Ria Ol OS AR OR RES | ig Gree MIS i 
* : te. aon. 
ir oo SS ee 2 
: ee a ee | A a S_—  —_ a t= 
Wrong: . CE OO SLE a a | ae Oe — pee) ae ee z earl 
a ans rar Seed A | ERNE RE ERIE ES By a aes Sa a 


The under staves of this and the following Examples.show the common error of Pupils in not giving due 


lenwth to the long notes,and thereby destroying the intended effect. 


(E.A . 24,006) 
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Tn show movements, the Harp not being able to preserve the duration of long: notes, 


combined or in chords, they must always be arpeg gived. giving the fullest vibration to the lowest 


note. — Andante Sosténuto. ; ‘ And le 
ki ght | Hand. ' | Mods 
° Ll? 2a Re ee 2S Se ere eee ee = 
AS written A —_ ae > sl ee a -__@i__{—, Sry PS Res ba wo ee 5 f 
Ee. I. ral Cr oa 
nite 4 A SS LF __e ——— oS i—@+—- 7a 
As played, BS (1) C7 a TS ae eee = ay eee | Se ae one 
sa = SSS P = \A if = — WY, 
= > = auf = Ba dé 


The Pupil will perceive by the above Example, that when the combined notes are long;their 
arpeg'g ives are long’ in proportion, for the purpose of sustaining’ the vibratory effect tq the full 
extent of the note, supplying by that resource,a material def iciency in the Harp: ofcourse,there_ 
fore, as the notes are shorter,on account of the quickness of the time, the arpeg'g'ioes will be less 
wanted, and when the time is very quick, not at all necessary. 


Right Hand, 


Andté sostenuto. Allegretto. Allegro. Presto. 


As written, 
Ee. 12. 
As played . 


For Both Hands. ; 
Andté sostenuto. Allegretto. Allegro. Presto. 


Kl al al ee 
Yom meer. 


cS 


Often, in his music, the Author, after a pause 
or long chord to sustain the vibrations, follows it 
with an immediate and sweeping Arpeggio, which, 
taking up the sounds before they have expired. 
has the effect of prolonging them. 


. . i 1e— eae mb 
Ka. 15. Petes eo 
—H — yh <2 i ey ae 
v, DES La See SSS See OE eS 
= ee Wee ——— i 2 Pa Eee pee I 
tO) — Ss 7? 8 
v\i@/ = “ -~ _~ a 
~ | +o = 
ye | LY SS ney SEED See SEEDED EEE 
07 55 Ti EL ee ' 
a — oeas 0 ¢ Sa -tae awa - 
S Es 8 WR i 


ww — ~ & rp 
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fy quick. movements, many performers arpeggio the combined notes, or. chords; too — 
_ often the consequences of this are a degree of confusion,and want of neatnessand precision im 
the effectPhis fault principally prevails in passag’es for the left hand for instance, when 


they meet with bars like the following: ; a 


Left Hand. 


They play thus 


instead of which,the chords should, be given shortly and delicately (especially the three last 
crotchets of each bar) and by a simultaneous action of the fingers. The first hote of 
each bar, in this and similar passages, must be struck with a strong: appulse of ‘the fin. 
ger, that is, with more Vibration. It is not improper to remark here, that accompany. 
ing? Basses to a Melody, especially when in chords, should, in greneral, be performed with 
a degree of softness and. nicety, lest the notes of the upper part should be drowned, as 


the voice too often is by the power of the Orchestra. 


Kx. 16. seh ee Le 
(Rossini.) Moderato. Dele 


One particular, worth remarking, which has never been noticed elsewhere(being™ peculian 


to the school of the Author) is a certain means of prolonging the tones of the higher notes, 
by pressing the fingers of the left hand on that part of the Sounding board near the peg’s, 
immediately after those notes are struck. In slow movements, the effect of this, is very — 


impressive. The sign for it is that placed over the following’ crotchets :— 
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When the stress is on a minim, or any very long: note, the left hand should repeat its 


pressure on the sounding: board. 


Lento. ~— ce : ~ 


2D = ~ 
0 SE SESS EST 
eS, iaaren| 
7 CER ee Pe PS ee ee 
2 A AS NE Sa ea (a aS 


EXAMPLE. 


When, in slow movements, the word Staccato and dots are placed over or under any 


combined. notes, or chords, they are to be played very short, 


Andante Sostenuto. 


9 LY ayaa. Be) 4S Say, ae 
As written , 5) —_{$—_—_—=-_+—_ ESSE SS ee ae ee a), ee, 
UES [2S a SS Se A 


EXAMPLE. 


Staccato. 
(2 2-2. — 
as east 


a~ [ae | eS SS Eee a eS Se ee rae tf 
A a oe or o_o rie a | 
RU Ue a ad SSE p(T 


As played . te nn Seale 


PI 


Sing'le notes, for the right hand,thus marked 
played with the first finger, the fleshy part of which, will, by its backward pressure SUC. 
cessively check the Vibration of the string just after it hae been struck. 

Staccato passages with the left hand, are also.performed as Sons étouffes. 
The. word Legato, implies a manner of performance which is generally designated by a 


Curve drawn over the notes, thus; 


by which the performer is to 
, understand, that the notes it includes are to be played in a smooth and gliding: manner and 
with an equality of vibration 


EXAMPLE. 


CEE, Ee ee a ESAS Be eee | 
@ we Pe Eee Bf ag Ee 
ry XN fens aaa {2m eet es 


\p pend ix.Class.3. Bochsa.) 
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Before sphibes the subject of vibration, it is well to recommend the endeavouring: to 
theck the vibration of a chord, by the left hand, before a new chord is struck different in 
harmony;* the way to effect which, is, the gently though not ¢mmedzately (as 1 Sons 
Etouffés ) damping the previous chord. This is of great importance, inasmuch as it will 
prevent the producing a dissonance of effect, which cannes be too carefully avoided, espe. 


cially in slow movements, or in modulating’. 


; 2 
f 1 
Adagio. cane e— - 
fi ae a e iJ Ease eee eee | 
ear, FRE TEIT E TT a, SD Ke) Se | 
|S”. aly &€ BEG a PRA eo a Gat jie p a" Pt se 2 Saad tore 
@ fae OsareSs Sy {<> aS RA > SES ES ie fa IG A te 
ELLs) — aN EA Se Se Re ye ae ees | SSeS 
nN eS SS Se oe 
“UW, I . 
i ear See) Y ye ee? ee | (a ee ae PN Oa, 
Ler. f Ne Se BY. 2 Ae BS EA 
Ginee OWE t = 2S hw SS = ea ee BEE SSS 
aay Belo Ges ee ies aa : RET Sea, iC =. A [ee eS ee 


rs 2 a p= ERP R ee = ae 
So > Cee 


EE ES OLLIE TZ Pa a ae Se ae 
hy CE) — SEO Ee es 
rN ne a a = _ EA Pa ea eae 
= ios 
EEE oo PE: 
pea SS EPA 
ys > ome ae 


a a 
De es | ee ~) 
cee The same rule 


Gea, 
Cag tee re 
Ka 2: : applies to the fol 
lowing’ Example. 
ma be x eet 
eat Lae Se See Le ee ee es as a a, 257 eat eee) 1 
Se /, Ls Soon fea Saeed Se een Rose 
eee"). ees _ ee ee Eee ee ed ee Se ee a ee a 
1 
= = ry = a @ <A eo - 


Q 
S EEL A EP EE OM PF (PETE ES ST EES I BES (ESS 
cr ff ¢ Rn Bee see eee ea pe ee eee ears pS sez) 
ee pe ee ESea 2 —— 5----4 eS 


Ka, &, ie for ie = f P es oS t eT ie 


J 
ee eee Saale wR SS Se 
A ~~ -@ a 
ae. Z | So i 
* Especially in, passages which lav }» the lower part of the Instrument .: 
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OF THE ACCHEYT AYD EKWMPHASIS. 


- By het has already been said, especially in explaining the last Rule, the Pupil is pre- 
pared to receive the necessary observations, on the subject of accent, or emphasis, so indispen- 
sable to the higher order of performance, as constituting both its grace, and its eloquence . 

This accent, or emphasis, is, in fact, that which gives life to expression;is the: medium 
by which the performer conveys his feelings, renders sound the language of his senti- 

ments, and realises the Anzma dz musica . 

_As a Melody consists of different phrases, so phrases have their variously accented por. 
tions; and it is by the different degrees of Pzano and Forte, the delicacy or force, 
with which these portions are given, that the composition is, as it were, made to speak, 
and its effect fully brought out. | 

The chief or principal places on which the accent falls, (especially in the old Music), 


are, in common-time, the commencement, and the middle of the bar. 


(Handel.) 


ExaMPLe. 


In Triple Time, on the first measure or beat of the Bar . 


EXAMPLE. 


When the series of notes moves in Fours, the accent is generally 
on the first of each Four. 


ExaMPLe., 


EXAMPLE. 


EXAMPLE. 


The above accents, being’ intended to mark the measures, or proper divisions of 
the bar, are to be regarded in that light by the performer, rather than as calling 
for any strong’, or particular emphasis . 
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In Modern Music, the accents’ are more varied and complex, applying: directly to 
the style and expression, and filling: indifferently upon any parts of the bar. 

These different accents, or emphasis are designated by various signs, placed 
over, or under the particular notes, or portions of phrases, designed to be affected; 
and they operate on those particular notes just as the expressions which have before 
heen explained, operate on the whole movement to which they are prefixed; or on the 


passages, or entire phrases, to which they occasionally apply. 


EX AM Poe ho 


Sapeag 2 


In syncopated passages, the 


accent Is always on the syncopated notes. 


The most usual marks for designating irregular or eccentric Accents, or Emphasis, 


~are the following: : — 


ie (Rinforzando.) Pe -PP: PPP Smorz. (Smorzando. ) ti 
Sie ( Sforzato. ) mf. aie Sf: : Per. (Perdendosi.) | 
a Cres. (Crescendo ), or Fe aoa Mor. (Morenda.) | 
SS Decres., | Decrescendo). or __——— Sotto voce. 

, a be Dim. (Diminuendo.} Mezza voce. 
forz. or fe. (Forzando.) Cal. (Calando.) 


Multiplied as are these signs of expression, by Modern Composers, still much is often 


left to the performer, whose own taste and judgment will be his best guides. 


ON THE FINGERING BEST CALCULATED TO ENSURE A PROPER AND EFFECTIVE ACCENT. 


Since (on the Harp.) Expresszon greatly depends on the mode of fingering’, the Au. 
thor cannot be too particular in his directions on that head. In the course of his pro. 
gress, the Pupil must have remarked, that the Slid/ng of the thumb, for producing: 
forcible and effective expression, has been repeatedly recommended , * 

As this action of the thumb, is peculiar to the School of the Author, as well as of 
that of the celebrated Madathe Krumpholtz, and that of the very eminent Viscount de 
Marin, 1 is the more necessary to dwell upon its advantages . 


rhe Pupil will keep in mind, that the above and following remarks apply to the Uiamb of the right hand. 
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The vertical position of the thumb enables it to strike the string with its fleshy 
part, arid to slide from one string to another with more smoothness and facility than 
apy other finger, and also without producing the least jarring effect, while it gives 
a more emphatic and legato style to the passage than can be attained by any other means. 


Here follows several passages of taste and expression in which this use of the thumb 
is indispensable to the- effect required: and they are given with different fing ering; that 
the Pupil, by trying both methods, may convince himself of the awkwardness and inef. 


ficacy of the one, and the great superiority of the other. 


EXAMPLARY EXERCISES. 


Right Hand . . Hes es an a 

Me gS RS vena oad Gale a GaN | 

(i? as ae ea _ Bay Fa O Se Sete | 4 » fo | [> 4 bl SE A 

N ef fia d ta ag (8 Ee eg PES 
EK we I fe (eT es ES Ee ee ee, A eee | yA es — oe — ieee bar Bae) _ en ae ay 
mw 2 Sa Eee Sj Se ES eae SA ae (DU IED Gases STS\ So Baile Dee 1 


And*€ con espress. Adagio con Anima, 
ee : Rte Sd ee eee ae tea pees 
at Fete ee Ee ee gt eS ro eae acer enes i 


fingering’. 4 [ 
g § —— VC 5 — 


ae NS ee gna ae ae Ba. bo. a 
1 @s , ] ) 


Besides losing’ the accent, by not sliding the thumb, in the second, fourth, and fifth 


its 


‘Exercises, when the first finger strikes the note which the thumb ought to strike, 
nail is brought ‘into contact with the string it has just quitted, and produces a jarring effect. 


Right. 


Wrong. 


(E.a. 24,006) 
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The above Exercises have shown the Pupil, that it is only by this mode of using the: 
thumb, that. expression and pathos can be produced: and that without it, the performance 
will, in many respects, be cold, stiff, and ineffective. If the Author’s compositions have 
been received with indulgent favor and partialty, and his Pupils been highly success — 
ful in their public exertions, he, in great part. owes it to the universal adoption of this 


rule, and those given on the subject of vzbratvon. 
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ho 
To resume: “The Pupil when, in expressive movements. he finds two notes of eon. 
tiguous degrees, (followed by one or more descending notes,. the first of which is em. 
phasised ) will always strike such notes with the thumb, pr sbingsthe first with particular 
force oc In very. slow :movements, this rule will apply as well to three contiguous notes, as to twcr 
The Pupil will always be careful to arrange his fingering: according to the form or nature 
of the phrases, in order to enable himself to avoid destroying’ their unity, by any ill placed 
chasig'e ef the hand; and to secure the power of giving’ them the right accent or emphasis, 


and the truest effect. For this purpose, his earnest attention is called to the following: rules. 


* The Sliding’, regarded as a point in execution, may be considered as of the greatest use, since with. 
out it, passages cannot be performed with the same degree of equality and neatness. 

By sliding the thumb from one string to another, in descending’ passages, and the third finger, in ascending 
j pieces a eines is always gained; which advantage, sometimes, will save a change of the hand; as shown by the 


‘following: E xamples. oe x 


2 
| SF ORES BSCE Dee ee mr eee 
cao Ba | US eee ee SE Le ee sey ee = 


Wrong = Ste Se SS eee sees Sae= 
xix] 9 


Some performers think, that because, 6, 7,or 8 notes, can. be played, without sliding the thumb, or the third fin. 
ger, no reason can be given for sliding them, in playing: a less nitmber. _ But, for 6,7, or 8 notes, the fing ers have 
sufficient time for an effectual change of position, without any abrupt ‘motion; while for five only, in ascen - 
ding, the first finger, or eyen the second, after having played: their respective notes, have no time to piss under. 
the thumb, in order to play the fifth note, without a great and awkward motion, and a breach of equality. 
The same deficiency is to be remarked, when in descending, the thumb passes over the fingers; which will be 
avoided by the sliding. 

eA = 
Sipe pris Sieg ale 5, AER Ee ioe oe 


I __.9 eo EI OAM OES Ra Oe LE | es 
tS" ABST PIRES ee DIOR 2 DE eS be! MGR. Oe ee eee 2 TSS AT 
1 fi. CRS ULES J IES: A SG RS SL. A OD Speed —— eee — CE aera Gos 
y LE SIESTA (SEELEY | EE! Se a a | ST - z =a ee FBAR ESE - 


Nole. The sliding of the thumb is often marked in music. by a little slur over ales two notes, thus, 8 - 
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a The natural structure of the hand giving less and less power. to the fingers, as they re- 
cede from the thumb (that is the second finger being: less. strong than the first, andthe third 
less strong than the second) and also the contracted position of the hand on the Harp, giving: 

a flexion to the fingers, which still increases this progressive weakness, it is not possible that 
any prectice should give the power of producing: an equal effect with every finger. ‘Tt will 
therefore be necessary that, in consecutive descending: passagres, the Pupil should,as often as 


possible, give: the accented or leading" notes with the thumb as in the following’ Soe ELY Ex: 


ercises. : 
1X 1 

: Q 17 SAI 2 ; 

EKe.] a a fe ° < 

a ee Wrong: fingering: 


~ acc, acc. ave, 


“ acC. acc. ace, 


Besides that this Inter mode of fing-ering: aranoebie weakens the accent, and the regular 
form of the passage, it involves the fault of striking’ the same note twice successively with the 
sume finger; a practice always obstructive of a free and rapzd execution, because thé fin. 

ger having been bent in striking the string the first time, it. has to recover itself be- 
fore it can be prepared to strike it again; while the thumb, or another finge er, being’ 


unbent, is ready for the purpose. * 
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A el — heel — Palaces 


The above and following? Exercises, may be practiced one octave lower, by the Left 


hand only, or by both hands . 
; (E.A. 24,006) 


Sometimes, Ronee in order to avoid the bréaking: or dividing a phrase, it may be proper to’ ‘strike two notes 
with the same finger. Examples of this propriety whl be given hereafter ' (Appendix Class 3.(Bochsa). 


Tn consecutive ascending passages of intervals of seconds, of thirds, orof fourths, and 


in triplet passages, the accentuated notes must be given with the first,or second, fingers, 


as follows: 


x 
Ew. 16. x Ex. ih . ae pie 
ei Exe px elie »leretet 
ee eee ee ere eee ae 
Right. (EG ee ee eed 
: SRT RACC: ee ace. ace ake 
‘3 Paces nace: ace. ace, sce ace, C 1 x 
Maret), ee aie 
2 eee Pees © 
Ae 2 ile 1X? 221 pI1X32%o— = ot 32 eo 2 erate , 
i fone J — 9 9 «6° 0 0 6g fC 60 ee or 
: — Co ia = . 
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aise ees Dares | HS) he SS es ee | 


a ee 
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oe ee oe | es YF ee eee feof rar ee ee 
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eel 


i 


— fear [ous amen] 
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ace, ace. acc, 


3 2 
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The fingering recommended in the above Examplary Exercises, are so natural and 
effective, both for the right accent and emphasis,that it has been adopted by all the great 
Masters on the Piano, in their books of' instruction; especially by Clement, Stezbelt, and 
Cramer, even though, on their Instrument, a f ingering including the use of the third 


finger, would be less objectionable than on ‘the Harp .* 


It is, however, to he understood, notwithstanding what the Author has said respecting the not giving accented 
notes with the third finger, when it can be avoided, that he only meant,that the use of it is not to be abused;and 
that the Pupil,by dint of practice, mast endeavour to render the third finger as strong as it is capable of becoming: 
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Is 
Though, the exclusive employment of the thianb and stronger fingers has been recommended, 
as preferable for the accented notes of consecutive passagres, or intervals of seconds, thirds, or 
fourths, or in triplets, there will be cases, in which the third finger mus# be used, to save the 
necessity of chang‘ing’ the position of the hand too often, and to prevent the breaking’ of the pas. 
sages. These are, Fv’7st, When the range of passages, or intervals of seconds, thirds,or fourths. 
g@ Exam 
ples 1, 2, 3, 4, 5.)Secondly,When, after two ascending: notes,the next two also ascend; or after 


donotextend,in ascending, or descending, beyond the range ofa fifth, (see the followim 


three ascending: notes, there is a further ascent; and vice versa (see Examples 6,7, 8, 9, 
10, N, 12,13,& ,) and Thzrd/y,When the passages comprehend the intervals of sixths, se 
venths, eighths, or any greater distance, (see the remaining Examples) ; 


TX ACM EES 
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Before quitting the remark on the proper use of the third finger, it is necessary. to 
observe, that in rapidly. executing’ successive and contiguous thirds, and other intervals, 


whether ascending: or descending, some performers employ the fingering: as thus marked: 


Wp ees We Ses Ue ees 


1, LOG LX AE ag eke sealer 


which is excessively stiff and cramped, on account of preparing: the third and first fin 
gers,while the second and the thumb are in action, in the two first Examples,and in the 
third, the intervals taken by the third and first fingers are so great,as to be scarcely 
practicable by a female hand. In ascending in thirds, the Author would greatly prefer the. 
employment of the first finger and the thumb, and in ascending: in sixths,the second and the 


thumb. = eco But after all, he must observe, without depreciating: the Harp, 


(for every Tnstrument has its own peculiar character and powers) that in rapid performance, as. 
cending: and contiguous thirds, fourths, and fifths, are not well adapted to this instrument and 
that even performers who pretend that by the first mode of fingering: they can play them quick. 


, ares Se teh asc far ff s1)NV0° . 
er, say that which is far from being: the truth (E.A. 24,006) Appendix Class, (Bachsa.) 


In descending, the following: fingering pro. 
duces a brilliant effect. 


=" iar S 
The hand must be raised after each quaver. y 


It is here,(on account of not disjointing: the phrases, or portions of phrases) important to re- 
mind the Pupil of what has been directedinthe rules on fingering, at the beginning: of the second 
Appendix of this work: that is,”To avoid as much as possible, the changre of position? 
“in passing’ from a short note to a long: one, but to let it take place, in passing’ from a long” 
“note toa short one, or from one long note to another.” 

By attending: to this rule, the Pupil will be enabled to preserve a union in the phrases;a poiut 
of much importance, since the breaking of them always destroys the effect; and,in music, is 
as anomalous, as in lang‘uagre, it would be to divide a sentence. 


EXAMPLARY EXERCISES. 


Andante, . ad Moderato. 
Ake =r I eee ee tee TPE Se GO a SC Loe { 
ee Ey I —ey = 
¥. st a Oe Oe Oe i o-o@- "| Opel ee = 
Ha 1 NEGe ee ee er ee eee 
Dolce. . ‘“ Scherzando. OEY 
“Wrong ee ee el ee : 
=r, bal, Ly 
Stata 2 ee A on © OY Oe OE Ms hdl Oak 
fingering: C2 Sey SS ess ee ee aoe | eee eee x irl al 
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When passagres like the folluwing: oceur the accent being’ on the first of 


the two semiquavers, andthe portions of the phrases being: always after the quaver. — 


Allegro, | Har a” Aiea 
thus Se es ee eee ea ———— e-@- ae ee 
Legiero 
-—! 
: > 
ge Ao eS | 
SS a GS 


tt +t SE the hand must be 


somewhat raised after each quaver; that is, it must quit the string immediately after it 
has been struck, not preparing, as is usual, for the next note, (which is a semiquaver ), 


by which more lightness, and vivacity, and a truer accent will be obtained . 


The following passages will be treated in the same manner . 


Ex 
eT ; 5 oe fee 


pi @ A 
hee re oe er a er 
Po 


af: con fuoco. 


If they were written thus, the accent being’ on the first dotted quaver, 


] x 
the fingers ought .to be placed according’ to the general custom . 


‘The same finger in rapid performance. (particularly the thumb, or the third finger),can 
strike two successive notes, on the same deg‘vce, or otherwise, if the first note be of a longer 


value than the second. The following Examplary Exercises are illustrative of this rule. 


law 
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GRACES snp EMBELLISH MEWTS 


These powerful auxiliaries are of great importance to a finished style of performance: anc 
when judisciously introduced, add a considerable charm to the composition. 
In modern Music, Many composers write the Graces and. Embellishments with which they 
wish their pieces to be ornamented; by which they leave little or nothing’ to be done by the per. 
former, and only look to his taste, to properly and efficiently execute what they themselves 
have given, But when the Composer presents his Melodies in a simple, unadorned style, it 
behoves the Pupil to study the nature and character of the Composition, that he may the 


better know how to supply the omitted ornaments, and to impart that variety and effect pro 
per to the Music.* 


* There is a fault, and a very great one, which Harp. Pupils . though properly instructed from the first, almost 
always fall into that of not making" any difference between the value of Grace notes, in quick and in slow movements, 
they constantly play the latter too quick: which de sstroys entirely the expression. Here follows a Table exhibiting: as 
far as possible the right way of playing them, 


SJosp IN SLOW MOVEMENTS. 


As written. 


As played. 
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It is chiefly in slow movements that they can be introduced: and no rules can be laid 
down 105 them, but what must entirely depend on the fancy and judgment. of the per- 
former! All the advice the Author can give is, That the added graces should neither 
be of such a nature, nor so abundant, as to overwhelm the Melody which it is their 
proper purpose to decorate: and that, in pieces where the strains are repeated, the in. 
troduction of these ornaments, should be reserved for the repetition .*? 
There are embellishments called Cadenzas, generally consisting of brilliant pas - 
sages, and which are often introduced after a pause, in the middle of a movement, 
and which serve, as returns to the pr incipal Theme, or lead to a new subject, (See 
Adag to Sostenuto, Page 57 and 58 of this Book. 

Cadenzas are also often used, to heighten the effect of closes of movements; espe 
cially, when those movements are slow, (See page 59 and 60. 

This kind of embellishment being’ introduced to display the talents and powers of 
the performer, demands, when not written by the Composer, cersiderable knowledge of 
Harmony, as well as the possession of taste and execution. because it ought to Modulate 
into various Keys, and include evolutions founded on Science, and a general acquaintance 
with effect. both harmonic and melodial . 


ON PLAYING IN THREE, FOUR, OR MORE PARTS. 


Often distinguished Piano- forte Composers, to display their Science, enrich their 
Compositions, and, as it were, extend the province of their Instrument, give three or more 
parts to the same hand. The Author of this work,has always been anxious to adopt a 
siunilar style, (a specimen of which has been given in No. 6 of the Essays), though 
much more difficult of execution on the Harp, thanon the Piano-forte; and extremely apt to per- 


plex the perfor mer, on account of the different values-of the notes,of which the several] parts consist. 


#1 When the word Semplice, is prefixed to a movement, it implies, that it is to be performed in a plain and unor. 


namented style; and when a v Melody, or Thema, i is followed by Variations, it should be given without any embellishment what. 
ever. 


eee = (IRISH MELODY.) 
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Andante. 


Exampte I. 


In four parts : 


a 
al? Fs ara 


If the BPO’ Example od : = es cere oe ee a. 
were played in Quartett by TE Sa a, a6 es pas 


four different instruments, 


| 
the effect would be this. 2%  —— — 
Ff, 
td 


4i OD ADS & i ey 5 <e _s 
© as) 


Tn the execution of Music of this description, it is almost impossible to abide by the 
strict rules of good fingering, as frequently; several successive notes, must be taken by the 


same finger, and considerable licence used in directing: the motion of the hand. 


23- 


One important point here to be observed,is that of being: carefil,to give to every 


note its due Jeng th of Vibration, as explained in pages 75 and 6 of this Book, 
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EXERCISES. 


EXAMPLARY 
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DERPIATITOLYS FROM TIME, 
JCCASIONALLY PERMITTED IN MOVEMENTS OR PASSAGES OF EXPRESSION, 


As any piece, if played throughout, in one unvaried time, would be extremely monotonous 
in its effect, it is allowable to diversify it by certain di gressions from its stated measure. 

Tt will sometimes happen that a phrase, or portion of a phrase, to make its due impression, 
will require to be performed somewhat slower. To effect this, Composers often place above, 
or under such passages, the words Rallentando, A poco ptu lento, or Ritardando, At other 
times, the phrases, or portions of phrases, will be accelerated, the announcement of which 
willbe given by the words Agztato, Accelerando, Piu mosso, Animato, or A poco pru pres- 
to, or Stretta.The words A Tempo or 19 Tempo, following the above designation, will ap- 
prize the performer, that he is to return to the original time) 

It being very difficult, and even impossible, to give in perfection, the real meaning’ of 
the above expressions, without due feeling, and possessing’ the Soul of Music; the Author 
has but one remark to make on this part of his subject: — When the Pupil devi- 

ates from the regular time to a slower, in order to give more expression to a passag’e, the 
slackening’ of the time must be in proportion to, or in concordance with, the time itself; 
that 1s,if the time be Allegro, the Rietardando, will not be so slow, as if the time were 
Andante, or Lento; on the contrary, when the Pupil would effect an Accelerando, or Ant. 
mato, the quickened time, must be proportioned to the measure departed from . 

‘Another mode for giving’ expression to a phrase or passagre, is that of playing ina 
somewhat slackened time; (or Rztardando) with the right hand, when the left, continues 
the former time; which is practiced by all the best Piano-forte performers, and which when 
judiciously introduced, is of very great effect, though too frequently resorted to, will dege_ 
nerate into affectation.The Author, has here attempted as far as mere notes would enable 
him, to grive some hints regarding that sort of Reiardando, with the right hand. 


. EXAMPLE. 
Lento. 


\s written, 
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26 : EXAMPLE in AGITATO STYLE. 
| AMO Agittato e doloroso, 
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When, in Cantadbiles, or Slow, Expressive Movements, there is.in some parts of the 
bars, a great quantity of notes, as Embellishments, the regular time in playing: them my 
be somewhat slackened, in order to give them the more expression. Sometimes the words 
ad libitum, or A pracere, are placed under or,over those notes, as below. 


CANTABILE. 


con molto passt 
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ON” TRANS POS 1 TI OY. 


To Transpose is to write, or perform, a piece in a key different 


from that in which it was originally composed . 


Original Key. Transposed, into 


CRata “tas 
Ae BSS Ase If, . 


Exam PLE. Cs a a ee 


rae ee GE - al Bans 


LPP 


‘The power to do this, is particularly convenient, when the Harp performer has to ac- 
company the voice, or another Instrument, and the pitch of that voice, or Instrument is 
a tone or semitone lower, or higher, than his own, It is also very useful, when the per - 
former wishes to set for the Harp, any Composition originally designed for another In - 
strument, and therefore, perhaps, not accommodated in its primitive key -to the Harp.This 
however, cannot well be effected, without a knowledge of the powers of all the different 
Clefs; which characters, by giving’ to the notes a different station in the e'reat Bale 
of sounds, afford at once the transposition required: because the Clef being’ properly 


changed, the Pupil, to perform in the desired key, has only to read the notes according: 
to the Clef he has adopted . 


The above Melody in Five different Keys. 


In Bb major. 


The G, or 
Treble Clef. E 


2 


s, are 


The ©. or 


= 


Soprano Clef. 


ee 


SLEFS . 


C 
All these Cs, in the different Clef 
one and the same identical note, and of course, 


The C, or c 
Coun ley'Renor Clef 


DirreERENT 


C 
== Penor. Clef. : 
_ 

Cc 

Co 


ye 
ws 


will be played on the same string. 


The K or 22 O 
Bass Clef. oe | 
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ON ENVHARWUOWVIC CHalNYGES. 


An Enharmonic Change is that by which the same note takes a different 
denomination; as when the note C flat, is continued under the name of B natural, 


or G flat, under that of F sharp. 


EB Xaa6 PoE S 2 


By their singular character, the Enharmonic Changes produce Modulations 


which afford g:reat variety ina ‘Compositieri : 


ENHARMONIC MODULATION. 
tn Cb major. 
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To facilitate) the action of the pedals, in the performance of accidental Flats 


and Sharps, the Enharmonic change, though not written, is often to be employed; 


for Example, in playing’ the following’ passag’e. 


it Will be easier to, take F¥, instead of Gh, as the foot can press down the F# Pedal, 
and Jet it up agin, with less motion than it can bring: the Gb Pedal, in and. out 


of the noteh. 


The followings Examples are illustrative of this operation | 
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Ex. 2. 


(C#) (Bh) 


_ -When two pedals are wanted at once with the same foot,and the rapidity of the performance 
will not.allow time to prepare them in succession, as in the annexed Examples, the 44, and 
F¥, being’ played immediatly after the Ab and F4,and the D4, and BY, immediately after the 
Db, and Bb, the right foot must be placed at,or on,the two pedals Ab, and F'4, the performer 
not objecting: to unavoidably pressing down the G, Pedal at the same time, as the G is not wan. 
ted. The same rule will hold for the D&, and Bg. . 


When. 3 note is flat or sharp in ene hand, and the same note remains natural in the other, 


the enharmonic change must take place, as shown in the following’ examples. 


Ex. 6. (Db) (ab) Ex. ra ae Ex. 8 . (Ab) Xs 


‘The ten Sketches. or Essay’, in various Styles, now presented to the Pupil, are intended as: 
illistrations of the whole of what has been said, in this and the former Books. 

‘The Author has consequently endeayoured to give them both importance, and utility, by rai- 
sing their Character to that of Expressive and Emphatic Compositions that while they tend 
to, give a finish to the power of the fingers, they may improve the taste and accent of 

the: practitioner and by exciting his best energies as a painter of the passions, qualifying: hing to 
impregnate his performance with the most impressive effect,and,in a word, to throw into his 


expression the true. Antma dé Musica, 


* The Popil having: now arrived at-an advanced stage of proficiency, the Author, in the Essays. haw fingered only the 
iin principal Passages: but if he should invany, respect feel embarrassed, he will derive grea@agsistance trom consul 
tiny the Harp Dictionary, or Universal Director by the same Authors Published hy Metsr, Gould fig ari 

Ve reriy Chis 8 Ruchsa (E.A ° 24,006) Pome binnk) 


J! 

: This ‘Essay is an ALLEGRO’ BRILLANTE F CON FUOCO.a style which demands a bold ex. 
ecution, combined with taste and elegance, as well as warmth, neatness, and volatiliy in the 
energetic phrases, the arpeg-gioed chords, in gainims must be short,terse, and strong, and 
those in crotchets the same, but in phrases of Pathos and Expression,as in the 5th gth 7th 
and gth bars, and chiefly in the sixteen bars _ itnmédiately following the second pause, all 
the long notes must be well sustained; the passages over which the words Con eleganza are 
placed,must be given in a smooth and delicate majner, to form an effective contrast to the 
more forcible part of the movement, a strict attention to the pzunos and fortes and other 


signs, alluding: to expression and accent, cannot be too strongly recommended . 
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The present sketch, an ANDANTE GRAZIOSO, NON TROPPO LENTO, requires a tranquil ; 
hut fancyful style of execution, with more taste than pathos, or strength of” expression, 
all the combined quavers are to be given in a short pointed. manner, without any ar- 
peggio whatever, while those and other -notes with this sign over them = must he 
strongly accentuated, in a performance of this kind, the greatest simplicity: shontd 
prevail, the Variation commencing at the words a@ poco an*mato is to be given ah 


easy and playful manner, without too much accelleration of the time . 


we 5, = . % = 
NOs Se = — 5 ih seats 
ee es — | - es as 
lf *4 
ANDANTE = 
GRAZILOSO, eee pe: 
NON TROPPO e je 
LENToO? > —— 
. = 
pee = =e se. oe Scherzando, 
’ a "aX a a rn Pac | MG a RS ee a es 
| at — a  — 0 4 S| eles ara ee eee ome cused Se rs cern 
LT eS, HTT RiGee | Smaak ict s Pe ea 
me SS oo coe ar me « a So oii Oe 
=e , ee J fast | Ee aa ad 
5 = = 
a @ do tac O~¢ ane e a e ~ 
- ce Stelt.wws eef. onn ose Ree Eases RK Asm lee w+ 
17. sie ; "i a eg TT | Semen E45 gl Ra | PRS) 
ee ee oe ee 2 ee ane ea ears 
ae SE Se ee ES" Co ies | ecg ae on PES | 
= —— a | a 
= = 
pee ere LH. \ 
ee ‘ ———— —————— ——_ __@ iS — Ap a 
}— 4 es ee = ES | —| fr : a a 
IQ Lae be SEAR” WES re ; al sae oe el Je : 
— Seas = —— “So =e @ # vi eae: oo 2 mae ve oe 
C @ | ° PS} emer 
res : : : 
ad ie A ee 2 es ‘ ee. — ies ee eee 
Vy: @ oes ee [4 eter 2. -ra" heated acs es 
[0 2 
ae RE CES RS NRT I WN” AREAS IPS GEE SG Thee 
SS 
N \ Now \ Marecato. Dol = es 
ees Peer 7 = 
este, BERET. meant a, oat eae 


aL say Oe bre! pie | 


‘ ppendrn Class. 8... Bochsa.y ( E.A. 24,006 ) ; 


ae os | & 
3 © a om 
Ste «© “@ ft: the = = 


eS, a ae i. os pe I rhe et et tt a a a pe 
a ——— Ee ——- Cem a iarooery 


==. — 
H {% 
C ESSN eS eee Ef ea CE a ee ees eG ee : mie 
ALS ee el Ee Pr (oe ee ON 
0 9S SS Se Se : 
W222 ee <a Ed” Te (Fv @ P % 
oe se 6 
Ss SS 
a es : : 
427 22- Se ee le 4 
(ia rn a ae aa | ha a er eT 
a eT, Ree ‘aac erer ee Pea Gy pT | 
i 


=== = FSS SSS 
| oe J |e; Se,e! of | Oe 


SS) oa BES ~ Spe SE ae Sy a see ee ey BS Pen 
(6 a 5 aa Pe eietee PS 
BAW as Hib = a ae 
Se eal a —~, | he ee | ed Se 
= = ~ eer Ee = — — pan 
4 Ee pe er ioe tate eth Feo la) =e silenfaniend =, ee ma : 
0 (LE Ln DRA Pe Bee, A Pe eo Rizeon ed rote au 
Se ences Besa tae a ge rn a fr — = Spt beet — fe | —} #9 re "2 Se 
= ee Cres. | 
9 -o| he oe 6 e eo eo te 
> 8 4 —g ——- +4 Cl ESA Sas ae) ee a, may Ee) Soar ))> Gee Eee | 5 {oT 
LS | ine mine O aeaneenl Quam Omr ia aolenns OC) a 1 ee ia = FS 
oS ee ed ee ee eee ae | eel £ se POI. 
| G Ly ae EEE LIS CS Ol SNA! i rea So 
a See 0. —~yrsae ces — a ae 
———————— —— a r Sl Ce _ ee, ay ae 
es. iS ene DY Een reg ; ia 
SULA A Od A AS be ° 5 


———— 


p ee 


SS 


Appendix .Class.3. Bechsa.; 


(E.A. 24,006) 


36 


Sempre staccato. 
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This studio consists of a Ponacca, Allegro Sptritoso e Scherzando, itis to he perform. 

ed with a sportful vigour, mingled with taste and brilliantcy of execution, in the POLACCA 
the accents, (which are almost always on the second quaver, or the second crotchet of the bar) 
should be given in that striking and eccentric manner, which marks the character of this 


National movement, which is frequently employed as a Rondo. 
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This Essay is in A MARTIAL STY LE, (always effective on the Harp) and to be pfayed in’ 

a moderate, but strongly accentuated time, all the right hand chowds must be short and struck | 

| with point and precision, keeping’ in ‘mind that before the thumb strikes the semiquavers, the 
fingers must be placed on the strings of the chord which immediately follow them, in order | 
that the thiirab, having proper support, may act with more freedom, and grive the’ ae 
vers with quickness, and without any motion of the hand, the chords in the left hand, and 
laying between these o. -- * are to be played as“Sons etouffées” the performer being: care_ 
ful,to have the palm of the Tend very near the’ string’s, that it may the more readily damp 
or stifle the sound, and to strike the string’s with a ae of force, that sere may Lee 
sufficient quantity of vibration to be stifled with effect. 
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a basso ben marcato. j 
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Ronpo,a lively kind of movement which forms the subject of the fifth sketch, the per 
formance of which requires much delicacy, animation and power of exec ution, all the combi 


ned notes for the left hand with dots over them must be played piano and very short, and 
the Lewes marks —— to be strictly attended to. 


ea 
No. 5. RONDO. f ‘ ake Lae 


. asl 7 - iS 
ph —— 
Ate MopEraro ([Egy?-b-9g———— ree oe ee 
- a eee oe eae Se 
CON ELEGANZAL/|| ~ | P Stace. == 


° ° ° . ° e ° > eee, 


ED DELICATEZZA I? eee ee oe ee ad Canes be eee 


a » & i 
eS, a a ae aera ham Fe ER, a Fee | 
iY 4.9 Rew kIinM 2S Sees 2 ee ee ee ee ee ee [isnt] ay] a. aa a fe eT, 
I-A as yO et A a 1a = x 1 ee rg 
SUAS oC ae od aa SE ET eee i [ozs] ares fame] | 


SS SS SS 
—, ~~ 
—- =~ 
a 
= a 
~S 


Sina oe 


ee nie eae 
Sr”. ab a Rees, 


N ae ee ste ss BSS 
Oye “ SECS oa nes | ramee 2 a ew Sait Eh 
SE ES SS SS 5% SS Be a ae ee ee ee 

1e = I we * iS ae | See: 
b+ +» o-| fo} fo fot H Ce SE Se eee (ae a 
cD Som. Lo BS Mine |, LS =) Bee, eae Bae aes. Lee 
Saas Co)o7 SESS Se 2a) es See aa ee Ce ee 
pe a | horace tp rnctareng 
or 
Ir = 8 2 
Pasa > a 
ner re 5 eS ed oe |__|} it | gl, AE eae. heer be _ Ape ae . . ? a 
Fi cone Be Leal e-ga! ° oe 2 rT 


Se Ee = pales 
— ——— 
° ss — 1 


Sie ae ae 


| 


ia 
mz Si, QZES0RSA FCC Ee W-des Eee ae ae 
DAWU SES Ae SR [sa 


f) ss ) 
ja : F Aa al f 7 d os 
Ca Se ee oe nom 
Esse a, | mie | 7 wVe | of sf | 
° e SS 
oa gore = 
b Bee 5 #e,cete ©& ce... € ae a 
aay, ie aa, nas] eas ame [ape eS ae ee - 
a Pe wi ae. 7A a ey a = ew er 
@ (4:12 _. aT — (| a a ee as 
aw SS Se ee ee ee 


ee # Sens aes 


lg! 3 ( 
aL See ees (EAS a) i. la ma 
ebb SN a eee oo ef ty de 4 ee 
[2h — tees — eit — 1 —s_ -_ a 2a? eee a room an os on 
y CT ft 
x2 ee 
2X2 ae . =a ‘, — as 
—— ae ie ee heen 
Sal S| —#~@ | Se Me | 
eae Es eon ee a a ee a ee im “Fl EASE PT | 
J PASS > Oo Ose ae 
iS Ama CTE cess |) aaa a eae ET 


3 DLE {p= 2) <San SE] LES Gime a Gay +e eee 
5 


3 a a 
ge j5_| 


a (E.A. 24,006) 
Appendix Class 3. (Bochsa). ‘ # The Vibration to he stpoed by the left hand. 


42 
@hk¢ 
~ 1232] 3 ee: 


Xi loaonl 


‘eo; 


pre pet Ce ee eee ee : el le 4 le eg eee { 
hs = + 0-8 — mea my, ae BTS pa —t— —- 

j sistem memarenae mesiaiees cab 3 ———.. Sree ee 
BU ae — i OS Oe A a a — - — — a 220 


PP Staccato. rf 


a > «oo | 
Tg RUSS 
| AY’ [7 2 a 
Pe 7 ear ae Sle 


| Cc 
eric A tempo. | | 
# the se 552 = 


GED F SOSA ss GE Ee eo ee Fh, a iP eee So [his ene os 
ee ee 
1) —"—$ = a ST i AES nae es Se a ES 7, is 
Ba nde . Con espres. p , ee 
Set ie ee CML P i 
7 ae em se : aa? eo— ee 7 a ON GENO EIA 
OF Ape aac aS eee 9 Goer > cadence» Aen es —e ee + BF 
ny” l) : i i Be 1. 2 ee a ee ES Ee Se SS Ay @ aa AY «| 4 
De re ty? Oo @-I | — abe —to-)-$—$ a BE, UY ae 
z 5 De . 1 } i] 4 
- At D r oe rf VA cr ‘ oe 
a h SS ; ac 
ec 10 ~~ tes ae CO a 
: i Prieto @ = Me —— jel ote & eo, ee 
SY A See Oe eA UN! A A Pe I, BN Pe 
j p ——- a Se ie 
| £79 U2 a ——_ a ee ee ~ ee 
mv 7s =. ee. —— 
e 
| Cres. 
eo 


) : es , r A i 
ae SS eo Yo 6g ig nee 
aaa tties aay Pe Ete toc 
ant % = Ss 7e- fy fy U7 D § & 5 oo A : 
VATE Sika pay =e t [ ; 
6 a ee 


S| (RSaeatee a Raw SER SE] 


Sempre legato. 


b @ 
re@ tp SE @ b e © eo 
iY 7, a Gl imme 5 a i ea {+f ise 
4. => a eS [na a = fis safes Pes ce face eta | et le i ae, 
je ian a —— mi _: — ol eh SH Se eS aS Se SSK rie Seo | + 
= | aw | 1 ——a—-—- —a we | are lt ea al Ra: 
= 2s = > ee ds > iz ee = = = — 
Lo b EES Cres ° ray - = == 
as ‘ Le eh h h A 
P f — a t i i, 
a ~ i k ie N R F > 
i -54— oe eS SS eS a oe a ee Se (Rta), ary, See, ee 
- | De fe ee ee Bl Se LS CH 
tmetrae s = i" = ae | : [ene 


a bal 
i J.B eee Y Lia usted —— _——————— oe 
Lf gl ene Cane ee See Ne 
EEE 


ees |e RD naar) -— PS MERE SE ET | 
f | 
& 55 
WNW Saisd mencocen ee ee oy = eee : 
Ce Sea eee, Sser ore el ee LS Je ea 
———————— — 
EEL ab 9 Le Tan Oe 
me | , 


Appendix Class 8. (Bochsa). a (e A.24 006) 


rf, | R 
ede. Meat Ses | 2 S09 ; ee tices 
: N, : | se SS oe Ne. oe Xs = 
27 foe i MANS PST 
aren > = tee! = oo z 
| GRETA OY Crean aes Aa < 
— } ! fa ies s 
ss = | D bo mi sn , nea 
eee a pee) Ee CRE EY, 
Des —— 4 ow =e . a co ec a se Pee 
RL a oe oe er a See ee ee 
= cece en og de an cee eee ee ea a 2 — ; 
* © = = TS a rf ° ° e ° 


| fp.) f Li Eee Fe eee ee sie aes jas Bom a ye A saa 
Oa ae 
Ly SS EE SEE AY Le a Ld a eT, 
eee le efige ge p—___#*__{|_/___@# __.@—___# —_ 
Ken aaieamie oe : 
; \ ; : | 
a Ue =e eg ee = Es =e cats 
lJ Ray Soy Say Bley Panasse iy eee, = = ie BRET Gia Pena 
fees Rs een CS aoe | ee eae eer eee 
Joie) SS EE I aT eS =z Si 


eee ee 


hs oes 

Yi. ie Ae eee =e BR Re a tA a sag 

Won ge — fy pp ft gl ‘hae ES ee -—— ——_ 

Aer Se a ae A Oe Se 
| 


Ritardundo = ~ pact he” +0. Ses 


— 


Fae Temps. Dem. 


ee: : = na TE , cee 2 


aes. Fi | A =a 
ee i ee Sasa ae fren FSS ADS DA Ae DOR aes meee 
Sst 
GE Se 


ee. : = Prob 


la 
LGD ORES ALT ESS, AS EN ee ee ah seen et ;——— 0-9 —__ e060 8 —__ 3 
ane Lae Eire, ae 2 a EME], DSGSTl ES! Ci a el eC Le. 


we faxed ee 
7 A LASSe} Se iia C—O Pa. ef et ee ae | 
Hs Se are a a 
(A TS ae ee Ed — 


Ay 7 —— aS ST at ee an | — 
Or ee [ie eseertet bt See ee. | \ an ——= ae a 
: CS AS ape : . 
ss > . iz ry ° ° © ° ° 5 - 2 we ° = 
ret tS ee: aw git ef sie 6 2 
tS psee 4 ——— i \ieeen? iC K 2% 
ic» eee Hat Dit RE Bee ee, +4070 1 TS) Ga ae le _ 
Banas Sa ———————— Pie ee a TT i 
EAC BA Saas [| a beg! — laterals |__| | teers) | Sits ———— pe 
Salen | SATO! J poco. 2 a. S paca. 
Sloe? oe 19. eo~\ Le.) (ie Con fuoco., - 
lf | .____—__ ~~ ee 5 Oo he! Ij? een. Be) Ve  ~. See eee 
Lariaees) Hi Qa ae fae ad 
of i. Gen —eeeen es Se ~——— pg ee yg Ay | a 
S ea Sees ———_ tS —~———— 
-,. e- oe PED pt OO. = 
Si i aioe ee eS = ) . e 
oA S Sees Se See Sete | RodteN 
ROSS 22 ES BS SE. ea SSS SS See 
ic DP ses SIS ASS CS So 
J Risoluto. f £ = 


Appendix Class &, i Bochss ‘ y : (E.A. 24,006 ) 


77+ — a Oh EON et rr 4 
D = SS ee ha a (GSS Se Say A De 
po* ete On Oe a” a a 


eee | : oe o-a**#, 02090; 
et nl “a, es Ue), Gee ee ee ne eee a a ee ee 
(clea bl aa Ze) dO EY ES Stas — Koo | — fpogen — Sag — fete —heetoey — |e _ fs mT. ez) 
i PAE gl heewer | Et og  _ met oe ~~. -- ~~ ae |__ 
>. ae a 


2 
ye Oe ne ae Oe aeons) 2 St 
Dy ed A RE SN LN foe Te ATE oT ee a Baanemte sear 
eae. e 5 L a SS a oan neo tes ae ERE. Eases Pee 
+ UXey ox ae 
locos maeee , oo. Ritardando _poco_a_ poco 
epee pea ose 2 re tg. : eras 
———e joo be eae 
sp ee 01-0 o_o | —_e— eo -e—_ 0 oe] Eg REECE TL ae 


JESS BS EN 
Oe PLE A En a AY | 
Lf jg ee ee Oe y 
1 as ae ee 


FE. py A tempo. 
iiarsaees 

@ ie 

Tae ge ae 


i pesdix Class 9. 4Bechsd. 
1 f 


(E.A. 24, 006) 


— a ee miaas a 
a E . rte wae ¢— | 
eer 
ove 
———— 4 gra --- Pe i 
2 ye — wee et te ae a 
A a Se es Oe a RET 
fre b—*, Sees =a pans SSeS a 
AS UES SS ee 
; \ 
fa Qe 
iy 
e x dp e : 
4 if g 
2 ee 
=e aah eae 
pare 
COs a 
loi? 04 Reese 2 Oe 


Sa sees | eamaanr | Pee ee 
a ee ae ae aa Eee alee pe Cog 
cS = 2S iae ee ee 


=a 4 a ee 


rh 


2 ~—— 


TDR dnc = ple Sl Ee re — 


I a -—— a a cae we wn Pe 
ee ee ee ee Oe 
tut lepero con elegunza. = — 

: $< oo 2S Ee 
eth A OY NO a a EN a a GD lip A Ac 
[eee eS lS eS a a” : a: 
| ne ee ca 

& : —t = cam 
Ai Se eo ~e 
i 2 
Lae Ae. ames — — fam ——— oe tot (ns meee of LS 
pbb a pt tthe tet ete 2s oe 


‘ fp Le ge le GT ee boy -—-— piers eri T ee 
a LE AMBEAN 4A an ; I Se Brae | @ 


Pre [ 1S: Lo a a oe See ARS e ad 
él ° = - ay |, x & 
¢ 4 Ritordando. __@ poco. | _»-a=. _ poco. oe es 
es Gey) AR ee A i Saw o is 
4 ie! CE Cee ee Cee So ee ze ane pS es eae ee — 


f 
we om 
== 


i 


Ee Ss Se ee ST i 
peli | as ; ten SU es) OR LS 
et 


Appendix Class 8. (Bochsa). (F A. 24 006 ) 


4.6 

This Essay is a SICILIANO movement, to illustrate. what has been said regarding: the 
mode of performing: pieces in four or more parts, and to exercise the pupil in their in. 
tricacies;he must always be attentive to the playing with more force the melody or up. 
per part, that is with a sufficient predominancy of expression: the semiquavers which are 
between two quavers should be played in a transient, but marked manner, and giving: the 
accents or emphasis to the first notes of each half of the bars, which particular consti- 
tutes the distinguishing feature of Szezliano movements, to break the uniformity of the 
effect, the Author has relieved the Szeclzano by the intermediate introduction of imitative 
passagres, in the major key, the points or subjects of which as they occur in the several 
parts, must be strongly expressed, to prevent “ their being’ covered or drowned by the 


accompany Ing Harmony 6 
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An ALLEGRO peepee Con majesta e tranguilita, is a style of performance which de_ 
mands a forcible expression and elevated pathos, but not so energetic or warmly animated, 
as an Allegrro con fuoco, or Agttato; the time is not to be that of an Allegro, in the high 
sense of that word, but somewhat moderated in its quickness; in order that the movement 
may have the repose and the Grazzoso, necessary to its character. It is necessary to ob- 
serve that all the phrases must be well sounded, and the semiquavers not played as notes 
of quick execution, as pupils are too apt to play such passages, but as forming: parts of ex 


pressive phrases, that is, with feeling: and sentiment. 
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The following: piece is a MINUETTO, Alleg-ro assat, quast presto,the time of which is very 
rapid; it is to be performed + with an impassioned animation: all the minims to be strong: by ae. 
centuated, and all the combined crotchets given without arpeggios, but well Sfaccatoed. 
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26 
in this sketch, an ADacto CanTapins, the Author has: ‘endeavouned, to throw tegrether, 
embellishments and graces, in the style used in modern Music. To give. rules: for pro 
perly performing’ movements of this description, would be impossible, because every or. 
1ament must be expressed with sentiment, every tracture of the time having: design and 
feeling, every pause has its ohject and even stlence must be made to speak, and it is obvious 
that where these thing's do not reside in the soul, the tutor cannot create them; therefore 


it only remains to the Author, to refer the reader to the pages in this Book. 
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Gl 
Tn glancing his eye over this Essay, the pupil, not observing: any intricate fingering’, 
or passages of much difficulty, will perhaps think that no great skill is necessary to its 
performance, but the Author assures him that the perfect execution of an Allegro ag7tato, 
demands all the various qualities enumerated in the past sketches, since it contains passa. 
ges of Boldness, Expresston, Pathos, E legance, and whatever comes within the province of 
musical eloquence. The Melody of this last Studio,is in a singing style, mostly in 
single notes, which must be given in an impressive manner; the accentuated notes mere 
marked, than in any other description of movement; the agitated emotion in which this 
kind of music is to be played,requires various deviations from the regular time,the Au_ 
thor, as far as possible, has endeavoured to mark these deviations; but in this particu _ 
Jar, as well as in the preceding: Essay, the judgment and feeling of the performer 
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ALVARS, PARISH, 
Fantasia, dediqated to Whalbergi scare aais: steicteisieicnctaictceieietelreis 


Introduction and variations on a favourite Air of Bellini...... 
March fayoritedw Sultan’ S.;tancsecien vaccine cleninnm aeeines 
Twelve favourite airs 0. <1. .0-+ erin dolce cece ceete Eceivere Mosaclevres 
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Il trovatore. Fantaisie sur l’opéra de Verdi 
BOCHSA, N. C. 
Le Méngstret Iraciten. Dix Morceaux, courts et brillants: 
1, Di Pescatore and Ama tua madre (Lucrezia).......... 
2. O divina Agnese (Beatrice di Tenda) ....... ....000- 
Bu Come bello (iucrezia Borgia) memecriimeecect cee tier 
4. Meco & Voga voga luna (La Straniera)..........20¢ 
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6. Voga, voga, & Sogno talor (Parisina)................ 
7. Vieni ah! vieni (Cavatine- Mazurka de Pacini)...... 
8. Ah Meu ‘sei. \(Parisina): 83 sac cesicis soe maeereee ences 
9. Quanto é bello (L’elisire d’amore).. Ac 
TOue lowudiay GhorguatoLasso)raeeem ee eee cere aioe 
Récréations pour les Harpistes de toutes les forces: 
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Ase archbin| the oldi irish style. santss.ivuteeticaee eer 
pe SOU ERIE Up EI COSSAIS werayera Pettte ee Rei ee aie seieters ere 
Gsm bhe wild whitesrose i. erasure, cei crore cists store ieieisierers a 
ws | Rondor,la-villaceoise 3.8 cadet i areieeeniseshls 
8. Linvitation & la polka .. 

93, ue woehinet inns sere 
HO. Welch polkasricret tren: 

Revigues [RLANDAISES. Favourite Irish airs in 3 books? : 


r Planxty Kelly‘and:Dhevold' woman’ Jfis.0<).ce-s0- <= 
2. Nancy Dawson and Savourneen Deelish. ............ 
3.) slyPatrick and Phe Moreeniiesys.,.< «cele serene cae 


Les plaisirs de la mémoire, Select melodies from the works of 
the most popular composers, intended to be performed from 
ipeInory. clita DOCKS ince. aman tees dee k eens each 


PREPARATION A L’ETUDE. 200 short miscellaneous and 
independent passages, calculated to give steadiness and 
freedom to the hands, flexibility and strength to the fingers, 
and a thorough knowledge of every species of fingering. 
Tig sDOOKS seysiccicie wateetalalieae cistainl ce stermrarorxee eine ine each 


EIGHTEEN ENTIRELY NEW STUDIES, calculated to give 
strength and independence to the fingers, freedom to both 
hands and steadiness to ee WHIStSs, 2 DOOKS): .sreyste <eis'e each 


TASTEFUL EXERCISES on a favourite melody by Bishop, being 
the first class of the Appendix to the general course of 
MMISEMEICELONIS 2+ c solniereiceciacnicthe cero ee eee cee 


THE PUPIL’S COMPANION. Forty progressive studies. 4 hocks 


each 


TWELVE PROGRESS!IV B PRELUDES, calculated to promote the 
facility of modulation through the most useful keys.... 


A te diro (Roberto Devereux). Transcription.............. 
A temple to friendship (T. Moore), Variations. . sade 
Cease your funning. Fantasia and variations.............. 
Cease your funning, (Variations as sung by Mrs. Salmon) . 
Grand military march 
Grand parade march 
L’encouragement. 
SEV LOM ie wieiw vielne nctvicle oes cee Taepieeoii ie reioeie Mietioineetonieeatiene 
Partant pour la Syrie. Fantaisie martiale................-. 
Petit souvenir (Tyrolienne de Guillaume Tell) ............ F 
Tartar dix ertimento (introducing the Tartar drum) 
The cele srated Rossignol waltz 
The last new French march 
Weber's last waltz. 


Simple melodies arranged in a most easy 


Grand and brilliant variations 


CHATTERTON, FREDERICK. 


Amor! possente nome. 
Lhorloge des Tuileries. 
Le carnaval de Venise. 
The dawn of spring. 


Morceau fantastique.............. 
Raster piece wie einngaw sk aee nee : 


CHATTERTON, J. BALSIR. 


Useful daily practice, scales, exercises, and preludes in various 


styles, for pupils in all degrees of advancement 


A SELECTION Of HIS FAVOURITE COMIOSITIONS } 


x. Annie Laurie. Scotch melody. ‘l'ranscribed ..... ite 
Auld Robin Gray. Scotch melody. Transcribed .... 
Bardic relics, No. sweet. Richard... .c5. <eeenseeics 
Bardic relics, No. INosigalaninamsncstisnccteetinestte 


Bardic relics, No. Of noble race was Shenkin .... 


2 

3 I 

4 2 

5. Bardic relics, No. 3. Llandovery and Serch hudol.. 
6. 4. 

7. Beauties of Irish melody. Savourneen deelish and 


Kate Kearney. cosas cmiccvnria tie nein 
83) (Bridal: march Ucn. innit eee heen en 
g. Chant des Crvates (J. Blumenthal) .................. 
to. Don Pasquale. Fantasia eo ccn see eet eee 
11. Gems of Irish melody, No 1 ...... .. 
xz. Gems of Irish melody, No. 2 .......... Vd lePaperyevaiate 
13. Godtsave the Queen! s Variations seeness © aerieeeiicas 
74, (Gondolier row. Warlation§., >. sc neccunes =o cece 
ts. Grand American march: ......c0c0000.: 


16. Ulitrovatone (Lhe prison scene), eee cnt «a2. ta clvere oe 
17. Kathleen. Mavourneen and Dermot astore 
18, L’elisire d’amore. Fantasia 
19. La gitana. 
20. Lesnoces. Fantasia, introducing Danish air . ...... 
2x Relics of Wales (Three Welsh airs) 
z2. Rousseau’s dream. Capriccio 
23. ‘The bloom is on the rye peshep ys: 
24. The light of other days (Halie) . 

23. The old Befice athome:(Loder)s oy cach aes Oe ween 
x6. Victoria march (introducing ‘* he brave old oak”) .. 


LONDON 


A 
kK 


N.B.—The letters before the names denote the degree of difficulty; a, stands for difficult ; 
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w « ETRENNES AUX DAMES.” 


CATALOGUE 


SOLE 


CHIPP, T. P. 


I love but thee (T, Moore). Introduction and variations ...- 


DUSSEK, 0. B. 


A series of popular melodies ¢ 
Ze. eiVexchw Megane iaccatecir teisiactccoretecielmiemarenetsisterais o5a0 


2. The rising of the lark..... 

3. March of the men of Harlech. 

4. Willa's: a ladyvccmecms cise sees ene rcciieeles 

5. _savourneen ‘deelish’ occ. ciwa sews centadnses ew cise 
Ox tLasrosawaltzictarsacieisemicismeecere areca msteialeteteisrais vievataieaieia 


GODEFROID, FELIX. 


Lucrezia Borgia. Fantasia on Donizetti’s opera .....-ssee 
Norma. Fantasia on Bellini’s opera...... 


HOLST, GUSTAVUS VON. 


Select airs, &c.: 
1. True love. Gat NI Bacean au Sojuboduct code 
Le-vaillant. troubadoars, v5.0 ccetteine +s oisiam siee soles 
3. The farewell of Kaoul de Coucy..... .....- 
4. Le départ du jeune Grec 
s. Adolphine. German air .. 
6. 
7 
8. 


Germann altzes err cierelelererateletetetoritepeeteierats 
Ye banks and braes o’ bonny Doon 
What beauties does Flora disclose. 
Quicksemrarch <ijeectasiais siecistslalelershene creme se eaters 
9. Stanco di pascolar. Venetian air ..... 
o. Di piacer (La gazza ladra) 


Scotch air and a 


HUNT, W. R. 


The blue bells of Scotland. Introduction and variations.... 


LABARRE, THEODORE, 


Non pitti mesta. Fantasia on Rossini’s air....... ..-.seeee 
The last rose of summer. Variations 
There is no home like my own. 


MEYER, F. C. 


Auld Robin’ Gray,)) Divertimentom eon ce cecil eer ies 
Mélange (introducing ““My lodging” and ‘‘ The rose-tree in 
fullibeasing,7))i2 se aistercncoestctaloi teletetoreersenietaie claintcletsrareteteretnretetets 


OBERTHUR, CHARLES. 


Op. 25. Addio, mia vita, addio! Barcarolle..............+. 
Op.26, Souvenir de Londres. Fantaisie et variations brillantes 
sur-un: théme ‘original: J2.5 7) os cisacwmeiciee ts demitenserie ren 
Op. 27. Réminiscences des Mousquetaires. Fantasia on 
Halevys) opera’ scieiscsietisacisieeie steis aleinetea mate eimieer rerun 
Op. 28. Bijou de Nabuco. Grande fantaisie sur 1’ opéra de 
Werdiienacisentaosiien cercerlaiciettayieiercerretce ere rereeters 
Op. 29. La mélancolie de F. Prume. Transcription ........ 
Op. 38. Una lagrima sulla tomba di Parish Alvars. Elégie 
Op. 51. La belle Emmeline. Impromptu................0 
Op. 57-. TRoIS ETUDES CARACTERISTIQUES : 
To Wancascade: master rece Go be Ke sa odeonagoansgos 
Be Coquette: San a2e snus ssn sic pees , 
3:v- Lavconsolation' ns, s.1ss2;.,< gs asrsetsie are leteleteieieislejonvemieiersie 
Op. 61. ‘Gems or GERMAN SONG.” Twelve recreations : 
bene ave EN GIas Tes crinanoe noARaEedanme dea ubcn Beethoven 
2. The first'violet.....-. / . .. Mendelssohn 
San LACH we ntvns Wis. aceite ier -....+..++» Mendelssohn 
4-5 Cocling zephiyrsis <njaderne «eee i tees Schubert 
5. Lhe huntsman, soldier; andisailor - mses a Spohr 
6. Aride I once was taking (Trab, trab) .-...... Kiicken 
7. My harp now lies broken (Maid of Judah) ....Kiicken 
8. My heart’s on the Rhine...... Lyiettlarale. etetand earoneeys Speyer 
gy. From the Alp the horn resounding ............ Proch 


ro, With sword at rest (The standard bearer) Lindpaintner 


1x. When the swallows fly towards home (Agathe) .... Abt 

zz, Oh! wert thou mine for ever .......02+-+000% Kiicken 
Op. 89. ‘‘HommaGe A ScHuBert.” Trois mélodies : 

i, Mie flow-xets that to me she gavess.st.ece seas nee 

2... (Praise Ofstears ices. tian aoe rere eee eer eee 

3. Nornian’s) Gesang S.J... oucenieee te enmemeatcteras 


Op. 94. ‘‘ RECREATIONS MUSICALES,” 3 German melodies: 
¥5 eOtreamlet scease cera esssc-ernceee cee Curschmann 
2) Borthuliroamts.m. ac seeeeeee ne .. Kalliwoda 
31 [fiolerithe boundlessisky a.-5 cree ei Molique 
Op. Loe ao AGE EN Sulsse,” Trois morceaux originaux 
2. Fane ae Ee ae 
3. St. Gallois 722%... cu. saci velee ise acetal eeeee ee Meee 
Op. 102. Trois études de Charles Mayer et d’Adolphe Henselt 
transcrites : 
¥2)) Grace Avatar) reef) oes menoteleen eect C. Mayer 
2.. a.fontaine yy nen-csa orice ereh eer ayer 
Zo Sloiseatj}etais monty uvak. <teese cre enieletse A. Henselt 
Op. 106. Three characteristic melodies : 
1... Wennrichiein, Voglemiwanrsen dseereleeseoeesiteerecene 
2. Lisple Laute, lisple lindetnwesecenr sjeid> —ainiaeloten teeta 
3. Virgo. Maria (OiSanctissima)jart.euee emer aii tenee 
Op. 110. ‘‘ PENSEES MUSICALES.” ‘Trois piéces de salon 
Ker TRE POSE feiciers ccccaresciegeyeratese ovo) = eaten ec fone Sito ete eae 
g:, ‘Sorrow and’reliefy Genesee cae eee ce on ee 
3. Cradle/song ey. jsescmtan see siaeetn eae erie Sete tere 
Op. 115. Bonnie Scotland. Fantaisie brillante (Scotch airs) 
Op.118. Lesmontagnes Bohémiennes. Chant national d’aprés 
Leopold de’ Meyer nj; sateen suicine eelalgiaetee semocnesien 
Op. 121. Trois morceaux caractéristiques : 
i. . ba spitanals crane eco elie nee ec eee ee 
. Mélodie mazurque Ee 
3+) Wuaipazelleemtaennts Banrucdecrisqeparmoacuccponse chan 
Op. x27. Sacred melodies: 
I~) Martin: Lutheris hy nance sree ineieetcletatessieieayaaere 
2. Old hundredth psalm................ 
3. Before Jehovah’s awful throne..... .. 
4. Airs from ‘‘ The creation” (Haydn) 
5. Vital spark-of heavenly flame... 2.3.22 00. - 2-0 00500- 
6. AgnussDei\(Mozart)ixs Siac cele seein srs esis 
Op. 128. Deux mélodies de l’opéra Les huguenots (Meyerbeer) : 
1. Nobles seigneurs. Cavatine:du page Si.cus.ccc: each 
2. Ace mottouts’anime. Air de Marguerite .... ..... 


b, moderately difficult ; 
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OBERTHUR, CHARLES—continued. 
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6 Op. 129. ‘‘AoLIAN CHORDS.” Three melodies : 
1. Gems of the crimson-coloured even ......-..s002:= 02 & 
2. She was a creature strange as fair.......<..+2-+- ereon 3 
3. "Tis sweet when in the glowing West......-++--seee.++ 2 
s Opzir32, Nereides., Sketch:iqaeeuneetemecee sow vie vreis seh eee 
Op. 142. L’invitazione del gondoliere. Sketch ......- eee ae 
6 Op. 144. Iltrovatore. Fantasia on Verdi’s opera ......++ 4 
2 Op. 146. Latraviata. Souvenir de Vopéra de Verdi .......- 3 
6 Op. 149. ‘‘Grms or Verpr.” Twelve operatic airs, tran- 
SGHIDEC-; wiciers:ts/a,v-e aeferesiaie pereeee aes Sp eOLanOne each 2 
x, -Abilchella: morte’: icietestee naires tatteeenes Trovatore 
2. I) balen:del’suo sorriso) fess eejeitecleel ate ober Trovatore 
3+, Si lagstanchezza’ ., a-memeieeeeeeee ae .. Trovatore 
4s, Stride‘lalvampa_+.n-ceeeeeeoee ie fele ie stele, Trovatore 
5. ‘a imiayletizia..escee eeetahestweterstaretista sleratte I Lombardi 
6. La donna é mobile .. Uonncosacnngonoodn IS ie 
7-. Parigi, oicaralenw- isc sce meetin eerie Traviata 
8. Ah, fors edu 2s : 
g. Di Provenza il mar. 
ro. Libiamo (Brindisi)...... 
rx. Hrnani involami.<...-.2sscvrees-s0-=0e-s 
iz. Va pensierd \o. 2 sscscs ce oeeatenne MOeaBIHORED 
6 Op.1s8. ‘‘SEAsIDE RAMBLES.” Four musical sketches : 
Ee) SCA NYMPMS, «|.scle sneeeiielereley eee ets elaeere o.0eleccieiesis \s 
aie Murmuring wavesicose ss) twee vceeremiete acacmearct ic 2 
3. My bark glides through the silver wave .... .-.------ 2 
4 Water sprites ”:). ci-isiciciss ceeice enise iciemiecites eet ena 2 
6 Op.1s9. Andalusia. Bolero brillant .... -se- 4 
6 Op.166. ‘The’ keel row.. /Fantasia jpeujes see ecleenee teeeins 4 
6 Op.167. Santa Lucia. Neapolitan air ........... 4 
& Op.170. Un ballo in maschera. Fantaisie 4 
4 Songs without words : 
1, Dans ces instants ott le coeur pense .........++-0+-- 2 
2. Ichdenk-e jein, wenn durch den Hain der Nachtigallen 2 
3. Eilende Wolken, Segler der: Lifter aonicucnacometene 2 
4.. (melinarcaeneaccsctempenicniee Eteistelatcleisiaiaininie sis a aaa I 
5.) Welixe Maret cmmatnces bs 
6. Nachgeftihl I 
7. Adieu, charmant pays de France .......2-.++---+ee+ 3 
8. For I, Gnepaness till I grow old. 3 
9: Lair est doux, le ciel est beau ........ 2 
zo, Ange aux yeux bleus 322 ..2.-- 4. oes 2 
11. We rove among “he FOSeS iz o\c)e0c nc sei c tells vices ose eee 2 
iz. Au bord du Rhin-..... Dis. Hoh nie dete nl alepa ate tie ieee eens 2 
1z. Au bord de la Lahn 2 
14. Au bord dela Nahe 2 
rs. Au, bord: du (Neckar. sac eleietien oii ene I 
16. Auf leichtem Zweig a 
17. Ahi! benotisad=. s.25-.c8 2 
18. Remind me noty...5- ccewateine nee leat eee I 
& ‘‘VoyaGE LYRIQUE.” Twenty-four National Airs...... each 3 

1. Norway. 13. Romagna, 

2. Sweden, 14. Naples. 

3- Denmark. 15. Spain. 

4. Russia (God save the 16, Portugal. 

Emperor), 17. Switzerlanu. 

5. Prussia. 18. France (La Marseillaise). 

6. Prussia. 19. France (Les Girondins). 

7. Poland. 20. Belgium. 

8. Saxony. 21. Holland. 

g- Bavaria. 22. England (Rule Britannia). 
to. Austria (Haydn’s hym~). 23. America (Hail ened 
rz. Hungary. 24. England (God save 
1z. Sardinia. H Queen). 

STEIL, W. H. 
& My lodging is on the cold ground (variations) ..e0ecees2----- 3 
STREATHER, WILLIAM. 
& Deh vieni alla finestra. Serenade from Don Juan --..- --. ® 
a Home, sweet home, of Thalberg, transcribed ........----~--- $ 
TAYLOR, GERHARD. 
@ Com’ é gentil (Don Pasquale). Transcription ....--..-++.0. @ 
a Fone on Irish melodies (The harp that once, Believe me if 
all, and Meeting of the waters)......--++++++++-+-00+ 3 
a Two favourite Irish melodies (Coolin and The minstrel bos}, 
Variations. .....<ieia-.ss <\nisisisiele olejo\eieiclalsie/nlelneleiaiais)<\cie syn iiaiioteiata 3 
a Rigoletto. Fantasia on Verdi’s opera s 
THOMAS, JOHN. 
6 WetsH mMeELopiEs. Transcribed: 
xo)“ EReMaSh SvOV¢ a asicers. aaccie'e snes 
2. ‘The bells of Aberdovey 
3. Sweet melody, sweet Richard ; 
4 Lherrising of the:sums <...:.cisicicirectempas leat ere eee 
5. The march of the men of Harlech) (0 oe 3 
6. Riding over the mountain (original melody by J. Thonee zy 
g. Therplain of Rhuddlan. .sesscasnsccuicinemss stan tette 32 
8. Love's fascination .....-.....+++++se-eee ooees'sacianes ee 
g. The rising ofthe lark............----. ooo § 
ro. The camp (Of noble race was Shenkin) . SA8 OS) 
rx.. Megan's dawghteris\. ciacteatsto asioisie/s aelele cisco sis elekeenann 3 
12. The minstrel’s adieu to his native land (original melody 
by, Js Dihomas)) cise «eieisieie)slotueiciceinie siete siereetretamrts 3 
13. Watching’ the wheat: i/c at sent cintsiatere er eiem eteieleferais sees OS 
14.0 INGWSY CAL'S CVE sie cr aralel stele elena <tatctateletatala star otetanaera 3 
15. David of the white rock, or The dying bard to hisharp 3 
16. "Oven the:stone) soc \wieraiiee aes alesenielrlow cieketvie (sie - ail eal Pre | 
17. ‘Lhe miller’s daughter . Bi) 
18, Come to battle......... oe} 
1g. All through the night..........--...- 3 
20. ‘The blackbird........ aeasineestemeae 3 
21. The dawn of day .:....cc0e.-+-+0-- on 3 
22. Britain’s lament ..... secinea eens wscedcosscosse 3 
23. Black Sir Harry.......-ceecsseees:  seescececereeees 3 
24. The departure of the king ...-..2-----ees-cecccesees 3 
6 Lasource. Caprice of J. Blumenthal, transcribed ......00-- 4 
& The harmonious blacksmith, of Handel, transcribed.....2.--. 3 
WRIGHT, T. H 
& Caledonian Fantasia, introducing favourite S melodies.. 4 
& Com’ é gentii (Don Pasquale). Fantasia ..@J........--.... 3 
6 Dehcalma oh ciel (Otello). Transcription... 9B .....-....... @ 
& Fra poco a me ricovero (Lucia), 
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